consideration alternative possibilities of significance. His syntactic divergence includes exploiting such devices as multibranching relative clauses that eventually fold back upon themselves, the inherently ambiguous nature of negation and antithesis, and the subjunctive mode to create incongruity. All these stratagems of unconventional syntax are verbal signs and symptoms of the general and resolute textual indeterminacy that obtains in Rodriguez's poetry as a whole.
In order to understand Rodriguez's original approach to syntax, first it would be well to review briefly the current thinking on the linguistic concept of assertion. A typical definition of assertion is that put forward by Tracy D. Terrell: "a proposition expressed in a declarative sentence. More specifically, the speaker claims the position that he has announced to be true to the best of his knowledge. An assertion is a claim to truth which, on at least one reading, may be taken as the semantically dominant position in the discourse context."' What is unique about Rodriguez's mode of assertion is that he employs negation, the juxtaposition of antithetical elements, rhetorical questions, and the subjunctive mode-all of which run definition-to convince the reader of the veracity of the statements that he puts forward. In addition, he often suppresses the copulative ser (to be) or conjunctions, thus forming strings of seemingly disconnected images, which generally are contained in multibranching clauses.° The verbs saber (to know well) and conocer (to be acquainted with) pose a special problem in Rodriguez's poetry: both imply assertion at its most basic and straightforward level, yet they regularly appear in contexts that engender doubt, ambiguity, and ambivalence concerning the speaker's attitude. Because of all these syntactical variations, it is oftentimes exceedingly difficult or impossible for the reader to ascertain the "semantically dominant position in the discourse context" that was mentioned earlier. In turn, the reader is confronted with problems of interpretation that go beyond the individual texts at hand, problems that suggest broader linguistic and ontological implications.
As various philosophers of language have noted, language shapes one's outlook on reality.' A study of Rodriguez's uncanny modes of assertion thus will illustrate the poet's method of confronting reality on a variety of levels, from the most specific and linguistic to the most general and psychological. Moreover, a study of the surface level of the poet's language will reveal his views on the linguistic communication of meaning, the poet's function, the reader's role, and the relationship of life to art.6 Now let's take a closer look at each of the previously mentioned syntactical deviations. Rodriguez's systematized divergence from linguistic convention will illustrate well his subversion of the traditional rules of the communicative act.
NEGATION
Rodriguez employs negation purposefully, in order to decenter the focus of his texts. In contrast with a positive assertion, negation contains inherent and systematic ambiguities. For example, the statement "Mary kissed John" is not ambiguous, whereas "Mary did not kiss John" could allow any of the following semantic interpretations, according to The images, one that centers them in planetary rotation, are erased and arise to a place because of their impulses where, upon springing forth, they take form anew.
But later, he expresses doubt of this vision, choosing to back away from his previous declaration of ironclad certitude:
Quiza pueblo de llamas, las imagenes enciendan doble cuerpo en doble sombra. Quiza algun dia se hagan una y baste. (11) (12) (13) Perhaps a village of flames, the images ignite a double body in a double shadow. Perhaps one day they will become one and that will suffice. The speaker does not wish for the reader to choose one vision over the other; if that had been the case, he would have presented only one option. Rather, in giving two, one in the indicative and the other in the subjunctive, the speaker impels the reader to adopt his stance, namely, that reality is a changing, dynamic structure. One can only hope to catch a brief glimpse, attain a flash of insight into its complexity in scattered moments in time. This is the only certainty that will withstand the test of time.
"Cascaras" ("Shells") embodies perfectly this certainty of mutability: ese prieto vendaje de la costumbre, que nos tapa el ojo para que no ceguemos, la vana golosina de un dia y otro dia templandonos la boca para que el diente no busque la pulpa fatal, son un engario venenoso y piadoso. (AC, p. 160: [16] [17] [18] [19] [20] [21] [22] [23] that constricting bandage of habit, that covers our eyes so that we may not be blind, the vain tidbit of one day and another day appeasing our taste so that the tooth seeks not the flesh that is fatal, they're all a trick poisonous and pious.
The subjunctive phrases introduced by para que serve to cancel out the meaning of the indicative verb forms that precede them. Like the previous example from Don de la ebriedad, this one prompts the reader to search for the truth somewhere between the two possibilities of (un)certain truth and (less than) total skepticism. The speaker further emphasizes the intermediate quality of truth, through the juxtaposition of blindness and sight, sweetness and decay, poison and pity. The search for truth, relative at best, must be individual. The speaker ends the poem with: Centinelas vigilan. Nunca, nunca daran la contrasena que conduce a la terrible municion, a la verdad que mata. (23) (24) (25) (26) Sentinels keep watch. Never, never will they give the password that leads to the terrible ammunition, to the truth that slays.
The incongruity achieved by the novel use of the subjunctive mode suggests a basic and unresolvable paradox, which the poet so clearly recognizes. The message of his texts is in counterpoint to the means that he has at his disposal to impart that message. The clarity, light, and oneness of Rodriguez's lyric voice both denies and confirms language's (im)perfect success as a naming device. The message indeed has been communicated, but the vehicle available to the poet to communicate that message is riddled with ambiguity, inconsistency and inexactness.
SABER AND CONOCER
The inherent assertion of these two verbs notwithstanding, Rodriguez generally employs them in contexts that tend to negate or undermine their denotative level of significance. Therefore the problems that arise are two-fold: First, the speaker casts doubt on his own statements and thus the reader is left to wonder if he is reliable, in the mode of Damaso A lonso's speaker of Hijos de la ira (Children of Wrath In truth, the poem's title "Ajeno" could also refer to the poet's relationship to his art. Language is in him, of him and from him, but forever remains alienated from him. The poet knows that which he wishes to express, but language becomes one more barrier in achieving the perfect correspondence between the object and its naming.
The knowledge that results from Rodriguez's deviation from conventional modes of assertion goes beyond the set of circumstances of the particular text: by confirming on one level and denying on another the assertions with saber and conocer, the poet brings into question the entire framework of assertion itself. Rodriguez casts doubt on language as an act of naming and as a finished product.'2To know is to enter into and experience personally the process of the poem and not merely to observe the linguistic object produced by the poet. "By reshaping and redefining the syntax of assertion according The alternating rhythm of clarity and obscurity is perhaps best exemplified in the two-part poem "Brujas a mediodia" ("Witches at Mid-day"). '6 Its very title alludes to the interplay of the forces of darkness and light which prevail on the poet in his search to poeticize and to become one with the reality of his surroundings. The poem's subtitle, "Hacia el conocimiento" ("Toward knowledge"), unequivocally reveals the relationship between the continuous struggle and the end result. An awareness of reality, ultimate knowledge, comes to the speaker (and the reader) from the constant ebb and flow of darkness and light, rather than from one winning out completely over the other in a static and finalized achievement. The preposition hacia of the subtitle succinctly captures the essence of This first part of the poem begins on an ambiguous note, since the speaker on the one hand asserts with the verb ser, but on the other hand states his assertion in negative terms, and does not specifically identify the subject of the verb, only its predicate. The negation of all that he asserts opens up to question the validity of his statements and causes the reader to consider the various possible solutions to the text's inherent ambiguity. The dispersion is intensified by a series of negative comparisons within prepositional structures, "ni de agujas sin ojo o alfileres / sin cabeza." All the objects designated in the first three lines of verse also contribute to the ambivalent nature of the text. While "cosas de viejas," "agujas," and "alfileres" are objects that one perhaps would associate with a kindly grandmother who lovingly knits pretty little things for her grandchildren, the mutation to "agujas sin ojo" and "alfileres sin cabeza" effectively destroys their usefulness in regard to their intended purpose and thus suggests a darker, more sinister interpretation. A new and perplexing problem arises in lines 3-6. It should be remembered that the verb ser was used Syntax is what permits meaning to be communicated. But in this sentence, the speaker presents to the reader a syntactical arrangement whose meaning cannot be pinned down between two distinct possibilities. The subject of the Spanish verb "salta" could very well be unspecified at this juncture in the text, and thus "sortilegio" and "maleficio" could be in apposition to "sal en la lumbre." Or, "sortilegio" and "maleficio" combined in the text without benefit of explicit conjunction could act as the singular subject of the verb "salta." But in denying a specific context so that the reader can decide which of the two is the reading to be favored, Rodriguez's text once again inevitably points to the whole issue of assertion. The reader's task is to integrate the two possibilities of interpretation into one, which is the task that goes beyond the conventions of language. But that is the whole point of Rodriguez's poetic message. As he states in the following lines of verse, Cada forma de vida tiene un punto de coccion, un meteoro de burbujas.
The "punto de cocciOn" and the "meteoro de burbujas" are the location where ambiguity, inconsistency and dispersion act upon one another to expand rather than destroy the text, moving it in the direction "hacia el conocimiento." What is lost by not attaining one static, finalized meaning is balanced by the ongoing adventure of the text itself. The sorcery to which the speaker refers is not the stereotyped vision of witches' brew, bats' wings and flying broomsticks. Rather, it resides in the common, everyday objects, circumstances and events that surround us on a daily basis. The poet's method of communicating this witchcraft is precisely through the metaphor of language. In pointing out how language reveals its own limitations and can be forced to give up its own secrets, the speaker emphasizes that the ordinariness that meets the eye, that which one takes for granted, is the source of deepest mystery. His unconventional syntax is a metaphor of his view of reality. Neither syntax nor reality can be reduced to complete comprehension. Their enigmatic nature is the message, and not merely a problem to be solved on the way to total and perfect knowledge. In the tension that results from this undecidability resides the true nature of "El conocimiento." "Brujas a mediodia" then is a metaphor and a metonymy combined: the witches' sorcery is the closest approximation that the poet can find to express the cause/effect relationship of reality and mystery. It is through the rapprochement with the unexpected and the acceptance of unresolvability that the reader is able to have an experience that is similar to the poet's when his imaginative and creative power has to make the leap, leaving language behind. Therefore it is the union of antithetical elements and not their contrast that will carry the magical message.
One should no longer trust the physical senses ("el sorteo de This is a simpleton's quandry. A common 50 crime, this, to walk among witches' trifles. Because they do not study but dance, and urinate, they are friends of the wine cellars. And now 55 at mid-day if they kiss us from the vantage point of so many things, where will be their night, where their lips and where our mouths to accept so much deceit and so much 60 love?
This part begins with an inventory of items generally associated with the magical arts; but it is not until lines 9-10 that the reader realizes that the speaker has mentioned all of those magical objects in order to reject them summarily, as an impoverished and frankly inadequate metaphor of the mystery of life: "todo lo que es cosa de brujas, cosa / natural, hoy no es nada." In a sense then, Part II of "Brujas a mediodia" is a response to and a rejection of the speaker's own assertions of Part I. Therefore the two parts are set up in an antithetical relationship, like so many of the individual images included in each separate part. He rejects his own assertions not 
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Lines 14-23 contain a series of rhetorical questions which pose more problems than they resolve. The negating force of "la vida no es reflejo" is further dispersed by the question that follows: " i,cual es su imagen?": The reader is presented with one possible reply, "Un cuerpo encima de otro" (which itself lacks specificity but once again communicates the idea of coupling or suturing together), but it too is further decentered by various antithetical elements and in turn by other rhetorical questions that the supposed answer inspires in lines 17-23. The spacing between lines 23 and 24 suggests a distancing on the part of the speaker and implies that there is a change of direction; and in truth the speaker once again states that his attempts to capture reality's magic have failed. But as would be expected, his assertion of failure is a failure of assertion in the conventional mode. He couches this assertion in a negative and therefore more ambiguous format, and offers a series of synonyms for what he admits he has failed to name. The dissipation of his assertion is intensified further by the temporal hedging of "a veces" in lines 24 to 30. Therefore his text embodies the several images that he uses to describe his experience, "un eco de otro eco," "los escombros / de un sumo en la cal viva / del sumo aquel,"
and "Entre las ruinas / del sol, tiembla / un nido con calor nocturno."
The image of "la sutura" of line 25 and all of the following synonyms remind the reader of the "punto de coccion" and the "meteoro de burbujas" of Part I, and also indicates a meeting point where a certain type of change takes place. And indeed in lines 41-48 the speaker refers to the mystical process of transubstantiation in his interplay of religious and secular images. The water that turns into wine and in turn into blood and the flour that becomes flesh and then dust is vaguely reminiscent of the changes that occur in those substances within a Christian context. But here the associations are more magical than theologically and doctrinally exact (and yet the context of change is given a practical and realistic cast with the words "mercado," "aduana," and "contrabando"). At the marriage feast of Cana-in itself an image of suturing or joining-Christ turned water into wine, and in the Mass wine is used to represent his blood; the flour of the offertory host represents his flesh, which in turn resonates with the Biblical caveat, "Remember man, dust thou art, and to dust thou shalt return" ( The images of lips and mouth that may meet in a kiss of simultaneous deceit and love captures the sensorial cast of Rodriguez's message. The speaker has brought the reader to the highest point, "mediodia," the moment of most intense clarity and obscurity, where the flash of insight overtakes for an instant the reader's imagination.
All of the unsystematic methods of assertion that have been In giving himself over to this unique experience, knowledge in its most direct and purest form, Rodriguez achieves the "ebriedad" to which he refers throughout his poetic production. He states in reference to his poetic intentionality:
My only intent, in truth, is that my poetry be natural (not direct, or realistic, or symbolic, etc.) in accord with that which I can do and that which I am living. Why speak of how a poem is master and servant, at the same time, of oneself? I go on believing, as I have from the beginning, in this inebriation, in this adventure, in this danger that is defeat and triumph. I believe that this mystery, this clarity, is a good and a gift. The only truth that a poet is able to say of his verse is that "he who has tried it, knows it."" and stylistically motivated than has been noted previously. One must first take into account Rodriguez's manner of viewing concrete reality. Anna Balakian notes that the dominant characteristic of this exterior nature and of the state of mind which classifies and simplifies is order and the mental activity based on order, i.e., logical thinking. This, according to the Surrealists, is adequate only in dealing with minor problems. Hence the revolt is not really directed against the world of matter, against the concrete, but against the mode of grasping concrete matter, i.e., through reason and rational thinking based on the concept of order, whether it be in perceiving nature or in imagining the 'unreal' of eternity."
This view of course is embodied in Rodriguez's rejection of a rational approach to the poetic experience.
Secondly, Rodriguez places great emphasis on the visual experience, as an enactment of the communion between the poet and exterior reality. 24 It is only through vision, on both a physical and mystical level, that the poet can know reality. Balakian delineates this same relationship for the Surrealists:
The Surrealists set out to revitalize matter, to resituate the object in relation to themselves so that they would no longer be absorbed in their own subjectivity. In fact, instead of abstracting the object, instead of emptying it of its physical attributes, they decided to add to its qualities through their ability to see. A strong identification took place between the see-er and the seer. Seeing was no longer considered a receiving process but an interchange between subject and object. With conscious training, the senses were to reach a point of acuity whereby their function would not be limited to accepting and storing sensations."
It is within this context, then, that the rationale for such terms as "sutura," "conjuro," "hechiceria," "brujas," and others becomes evident. Rodriguez is the see-er/seer who, through his creative power as a poet, makes visible the link between ordinary reality and its enigmatic underpinnings.
On a more specific level, with Rimbaud Rodriguez shares an ebullient excitement, the wish to attain the unknown through poetry, to "view the invisible, to hear the unheard" and an unconventional usage of syntax." From Mallarme Rodriguez has inherited a preoccupation with the power and mystery of language." And ironically, all three of these poets-Rimbaud, Mallarme and Rodriguez-coincide at the paradoxical moment of silence, the ultimate act, the lyrical leap into the unknown beyond language. Rimbaud stopped writing at the age of nineteen: "His silence is an act of his poetic creation" (Friedrich, Structure, p. 67). Mallarme also viewed silence as the final step in his poetic trajectory: "In Mallarme's reflections, 'silence' is one of the most frequent concepts. Thus he calls poetry a 'tacit flight of abstraction,' and the written page a `fading,' `silent' concert from which they emanated. The ideal poem would be 'the silent poem of pure white.' In statements like these, mystical thoughts recur, attributing the insufficiency of language to the experience of transcendence" (Friedrich, Structure, p. 88). Martha LaFollette Miller already has noted in her astute observations on linguistic skepticism that "the devaluation of words and loss of faith in them is accompanied, in Rodriguez's poetry, by an exaltation of the world beyond human subjectivity and language, of the purely physical universe that is mute. Their silence (and visual absence of emptiness as well, variously termed clarity, light or winds) frequently assumes a positive connotation that contrasts with man's entrapment within verbal limits ("Linguistic skepticism," p. 107).
Through a detailed examination of Rodriguez's unusual syntactical procedures of assertion and their functioning within specific texts, an important characteristic of his poetic style has been brought to light; the reader is confronted with texts whose contradictory interpretive paths of signification continually subvert one another. Rodriguez wishes to communicate that it is not one static integration of superficial signs that is the ultimate meaning, but rather the entire process of confronting disparate elements." Concomitantly, this same characteristic also firmly joins him to the more general currents of twentieth-century European literature. Like 
